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Oscar Wilde was one of the best-known leaders of the Aesthetic movement during the nineteenth century. According to the Encyclopaedia Britannica Aestheticism is a late eighteenth century arts movement that only concentrated on the beauty of art. Art did not need to serve a purpose apart from showing the beautiful side of life. The movement was a reaction to a society in which the functional aspect of arts and philosophy was predominant. Immanuel Kant first started thinking about the ideas that later formed the Aesthetic movement. He “postulated the autonomy of aesthetic standards, setting them apart from considerations of morality, utility, or pleasure” (p.2). When the movement spread to France, philosopher Victor Cousin coined the phrase “art for art’s sake”. This phrase indicates that art needs no explanation; it does not serve a political, didactic or other purpose. In England the movement sprang from the Pre-Raphaelite Brotherhood: “a group of young British painters who banded together in 1848 in reaction against what they conceived to be the unimaginative and artificial” arts (p.1). Furthermore, the work of Dante Gabriel Rossetti, Edward Burne-Jones and Algernon Charles Swinburne characterised aestheticism as “expressing a yearning for ideal beauty through conscious medievalism”(p.3). Mario Praz explores the development of this movement even further in his book The Romantic Agony. Praz investigates the uglier side to literature in the nineteenth century. He explores the beautiful side to agony and suffering by which he shows the fine line between Aestheticism and Decadence. The line between the two is crossed when beauty can be found in aspects of life that are usually considered ugly or horrible.
In his study The Romantic Agony, Mario Praz argues that several literary movements, such as Classicism, Decadence and Romanticism, have the same roots. He starts his study by quoting a poem by Shelley on the Medusa because he says that this poem sums up “the conception of Beauty peculiar to the Romantics”(26). In the poem, Shelley describes both the beauty and the horror, which are combined in the same object. Praz argues that this is a new sense of beauty, a beauty that does not only bring pleasure but which also brings pain. He explains that the Romantics were not the first to think about this kind of beauty, but they were the first to describe it. Praz gives another example of this mixed feeling of beauty and horror by discussing Goethe’s version of a conversation between Faust and Mephistopheles about a young girl. They describe a woman whose beauty brings pain to men who look at her. Praz argues that “this glassy-eyed, severed female head, this horrible, fascinating Medusa, was to be the object of the dark loves of the Romantics and the Decadents”(26-7). Moreover, Praz compares the Romantics with the Decadents as they both describe experiences that bring pain and pleasure at the same time. According to Praz the Romantics were the first to describe these feelings and the Decadents also believed in this concept. Praz continues by stating that “the discovery of Horror as a source of delight and beauty ended by reacting on men’s actual conception of beauty itself: the Horrid, from being a category of the Beautiful, ended by becoming one of its essential elements, and the ‘beautifully horrid’ passed by insensible degrees into the ‘horribly beautiful’”(27). He argues that by contemplating the horrid side of beauty, a new norm was established for the Romantics and the Decadents, which manifested itself in the concept of what Praz calls the ‘horribly beautiful’. He continues with the statement that “all through the literature of Romanticism, down to our own times, there is an insistence on this theory of the inseparability of pleasure and pain, and, on the practical side, a search for themes of tormented, contaminated beauty” (28). The Romantics believe that beauty and pleasure cannot exist without pain. They believe that one has to experience horror to fully appreciate, or even get a glimpse of beauty. Praz explains that in this view, Beauty and Death were seen as a couple “filled with corruption and melancholy and fatal in its beauty – a beauty of which, the more bitter the taste, the more abundant the enjoyment” (31). This outlook takes a step further than the perspective of the Aesthetic movement which only described the beautiful side of life.
Many critics describe Oscar Wilde as an aesthete or someone belonging to the decadent movement. Critics seem to use these two terms loosely. In his study Into the Demon Universe, Christophe Nassaar describes Wilde as a follower of the decadent movement. He argues that “Wilde’s emergence as a decadent is easily traceable in the development of the Sybil myth throughout his works”(180). Nassaar grounds his argument by giving several examples of what he calls “the Sybil myth”. Sybil is a nickname for a fortune-teller who, in real life, is reported to have predicted Wilde’s early death. Nassaar demonstrates that this prediction has influenced Wilde’s works and that it comes back in many of his plays in many different shapes. He argues that the character of Sybil is evil in one story and pure and innocent in others. However, she always symbolises the victory of evil and the end of life.
Similarly to Nassaar, Heather Marcovitch, in her study “The Princess, Persona, and Subjective Desire: A Reading of Oscar Wilde’s Salome” reckons Wilde among the aesthetes and decadents. She compares Wilde’s play Salome to his novel The Picture of Dorian Gray and argues that “Wilde conceived of Salome in aesthetic terms. Wilde saw Salome as the representation of all the unspoken impulses and desires in Dorian Gray” (90). She continues by arguing the character of Salome is the improved version of Dorian Gray as Salome does act upon her desires in contrast to Dorian, who seems to follow Lord Henry’s feelings more than his own. According to Marcovitch, the description of Salome’s desires and feelings makes Wilde an Aesthete.
Some critics, however, argue that Wilde could belong to other movements. Shelton Waldrep, in his study “The Aesthetic Realism of Oscar Wilde’s Dorian Gray”, argues that Wilde can also be seen as a realist. He suggests that “although decadence is the cultural movement into which Wilde and his work are usually placed, one can plausibly argue that he can be thought of as participating in several other movements. At the very least, his range of reference must be acknowledged as going beyond the French and English decadent traditions”(104). He goes on by stating that Wilde was interested in many other literary genres and movements such as the Naturalist school of Émile Zola and Christian plots of fairy tales. The critic argues that Wilde knew that if he did not appreciate the realistic approach in art he would not be able to appreciate beauty as it really was. Waldrep explains that because Wilde was very interested in various literary schools he must have been influenced by them. Therefore describing him as just an aesthete would not be accurate.
In his 1988 study Oscar Wilde, Peter Raby suggests that Oscar Wilde himself felt that he had much in common with continental movements. The critic argues that “in his choice of subject, Wilde associated himself with French romantic literature in general and, specifically, with the French symbolists” (102). He discusses Wilde’s use of references and sources in Salome, which are related to the French symbolists. Raby suggests Wilde belongs to the symbolists because he tries to apply their style.
In this thesis, I will investigate The Picture of Dorian Gray and Salome. These two works by Oscar Wilde were published around the same time and were heavily criticised during his own days. The Picture of Dorian Gray first appeared in Lippincott’s Monthly Magazine in 1890. In 1891, the story was published as a novel after Wilde had altered some of the content. Wilde first wrote his play Salome in French in 1891. It was published two years later and in 1892 it was published in English. Both works were criticised for being immoral. I will analyse The Picture of Dorian Gray and Salome in the light of both the Aesthetic and the Decadent movement to see whether these works by Wilde can be seen as a literary product of either of the two movements. The following question will be answered: Do The Picture of Dorian Gray and Salome belong to either the Aesthetic movement or to the Decadent movement and if so, what message does Wilde try to bring across by using one of these styles?
In the first two chapters I will discuss the play Salome. Chapter one will explore the concept of the femme fatale in Salome. Chapter two will deal with the relationship between Salome and Jokanaan and the development of Salome’s character. In chapters three and four I will do the same for The Picture of Dorian Gray. In chapter three I will explore the homme fatale in The Picture of Dorian Gray. Chapter four will deal with the relationship between Lord Henry and Dorian Gray and will explore in what way this relationship affects Dorian’s life. Finally, I will be able to compare and contrast the two works by Wilde so as to come to a more general conclusion as to whether or not Wilde’s Salome and The Picture of Dorian Gray can be seen as belonging to either the Decadent movement or the Aesthetic movement.


1.1. Exploring the Fatal Woman in Salome

In 1891, Oscar Wilde wrote his play Salome. Originally, he wrote the play in French and after a while his friend Lord Alfred Douglas translated the play into English. According to The Victorian Web, Wilde was not satisfied with the way Douglas had translated his text, so he altered the translation severely. For the French version, Wilde received much help from some friends because the way he had written it in French was rather unusual. After the play had been banned from the stage in England for displaying biblical characters onstage, which at that time was strictly forbidden, the play was first staged in Paris in 1896. Although the authorities in England said the play never got a license because of religious reasons, many believe that it was banned because of its sexual perversity.
In his study The Romantic Agony, Mario Praz describes the concept of The Fatal Woman. According to Praz, Gustave Moreau, a decadent painter, was a great inspiration to many artists because of his love for portraying Fatality, Evil and Death incarnate in female beauty (201). Moreau discovered the notion of satanic beauty in primitive mythology and pictured this in his paintings of the ‘Sphinx’ series. These paintings portray Sphinxes with female faces who dominate over men and harm them. Other pictures by Moreau also centre on mythical women, like Helen and Salome. Praz argues that Moreau had an enormous influence on Huysmans, who in his work A Rebours describes a number of paintings that portray Salome. These descriptions are said to have been one of the sources of inspiration for Oscar Wilde to create his play Salome. Salome can be seen as a representation of a fatal woman or a femme fatale. In this chapter, the aspect of the fatal woman in Wilde’s play will be analysed because this will show if Salome can be seen as a Decadent play. If the play is part of the Aesthetic movement it will focus solely on beautiful aspects and it will not show the ugly side to Salome’s character. 
1.1.1 The Young Syrian
The first character in the play to show his desire for Salome and to fall victim to her beauty is the young Syrian. He constantly stares at her from a distance and tries to gain her attention. The young Syrian describes Salome’s beauty and the things she does very precisely as he never seems to stop staring at her. His friend, the page of Herodias, warns him that he should not look at her because it is dangerous, but it remains ambiguous for whom this is dangerous. The young Syrian never responds to the warnings the page gives him for all he pays attention to is Salome. All his descriptions of Salome are positive and detailed. His characterisations of her actions are very detailed and vivid: “The Princess has hidden her face behind her fan! Her little white hands are fluttering like doves that fly to their dove-cots. They are like white butterflies. They are just like white butterflies”(4). This image portrays how closely the Syrian is watching her and how much he is attracted to her. Helen Tookey argues that looking at a person like the Syrian does, can give a person power. She explains that post-Lacanian feminists always see men as the ones who look, which makes women the ones who are looked at. Men look at women, which gives them power over women because they can objectify these women by projecting their own ideas upon these women. However, Tookey argues, in the case of Salome, Salome is the one who has the control over the Syrian. When Salome wants to see the Prophet Jokanaan, she uses the power she has over the Syrian to reach her goal by looking at him for the first time in the play. “Previously, [the young Syrian] looked at her, from a distance; the page foretold that this would bring ‘something terrible’; but the danger is brought about when Salome looks at him and forces him to look back, to meet her gaze. From this point—which is the beginning of the confrontation between Salome and Jokanaan—the Syrian is doomed” (31). Salome has full control over the Syrian, which becomes clear after she has promised him she will look at him the next day “through the muslin veils” (8). Solely the promise of glancing at him makes the Syrian obey Salome. The moment Salome looks at the Syrian, the end of the Syrian’s life draws nearer. After she has persuaded him to bring Jokanaan to her, the young Syrian commits suicide because he cannot cope with the idea of Salome looking at another man. He is desperate for her attention and when he finally gets it he is willing to do anything. However, when her attention is directed at someone else the young Syrian cannot handle this, he becomes desperate and ends his life.
	The Syrian’s obsession with Salome makes him stare at her constantly and even though his friend warns him about his behaviour he cannot stop. His obsession with her seems to control his life as it makes him jealous: he cannot stand the fact that Salome is interested in someone else. His obsession with her leads to his own downfall and his death, which literally makes Salome a fatal woman to the Syrian.  

1.1.2 The Stepfather
Salome’s stepfather Herod is the second character to fall victim to Salome’s beauty. He seems mesmerised by her and constantly stares at her. Herodias, Salome’s mother, comments on Herod’s behaviour by saying that he stares at her daughter too much. However, Herod never responds to her comments. He only responds to Herodias once: Herodias: “You are looking again at my daughter. You must not look at her. I have already said so.” Herod: “You say nothing else.” Herodias: “I say it again.” Herod: “And that restoration of the Temple about which they have talked so much, will anything be done?” This is the only time he actually responds to her comments but he does not take her opinion seriously. Herod does not care about what Herodias thinks; his attraction to Salome makes him ignore other matters. Christopher Nassaar argues: “Herod, tired of his wife, consciously and lustfully begins to concentrate his attentions on her daughter” (99). The critic explains that Herodias is less attractive and older than Salome and that Herod is getting bored with his wife and her wicked ideas. Herod is mesmerised by Salome and does not even seem able to take his eyes off her. His obsession with Salome is gradually getting out of control. Nassaar continues: “Herod is an evil and lustful man who lives incestuously with the wicked Herodias. The night of the feast, however, his lust exceeds all bounds and he offers Salome the throne of her mother” (101). Herod has no control over himself and will do whatever Salome wants him to do if only she dances for him. The promise he makes to Salome that he will give her everything she desires if she will dance for him leads to both his and her downfall. At the end of the play, there is a stage direction which says that: “from this point [Herod] looks all the while at Salome”(23) this is right before he asks her to dance for him. This means that from the moment the climax starts, Herod does not take his eyes off of Salome. According to Helen Tookey there is a similarity between the Young Syrian’s gazing at Salome and Herod’s constant staring. She argues:
while Herodias repeatedly tells Herod not to look at Salome, she never specifies whether the danger in his doing so is a danger to him, to Salome, or to both. Her reply to Herod’s remark that the Syrian had looked too much at Salome—‘There are others who look at her too much’ (p. 331)—clearly implies that the Syrian’s death prefigures the disaster that will come about from Herod’s looking ‘too much’ at Salome, but she does not specify what form the disaster will take. (30)
Tookey argues that there is a pattern in the process of staring at Salome. Salome’s attractiveness is fatal and watching her is dangerous. In the case of the young Syrian, watching Salome was fatal as he committed suicide after Salome showed interest in another man. In the case of Herod, his staring is fatal to Salome but it also makes him a victim. Salome forces Herod to give her Jokanaan’s head, which he only does because he has promised her to give her everything she desires because he could not resist her beauty. However, Herod does not want to kill Jokanaan because he is superstitious and believes that killing Jokanaan is a sin. Although Herod is not killed himself by Salome’s beauty, he is a victim because he cannot refuse her. Furthermore, in this case Salome’s beauty is also fatal to herself. After Herod has seen her true wicked side, Herod cannot stand the sight of her anymore and orders his soldiers to kill her. The concept of a fatal woman in this sense means that Salome is fatal to herself. Her beauty turns against her as the man who desired her kills her.
	Herod’s obsession with Salome takes over his life as he cannot look away from her and all that he does revolves around her. Moreover, he follows Salome as she goes outside on the terrace and wants to stay close to her so he can gaze upon her. Like the young Syrian, Herod is also warned about the dangers of looking at Salome and like the Syrian he does not listen to the advice. As with the Syrian, ignoring the advice not to stare leads to fatality. However, this time it is not the person who looks at Salome who dies but it is Salome herself, which shows that even to herself Salome is a femme fatale.

1.1.3 The Prophet
The third victim of Salome’s fatality is the prophet Jokanaan. He is the only one of the three men who is not in love with Salome, for in this relationship the roles are reversed. The same goes for the aspect of looking, between Salome and Jokanaan, Salome is the one who looks at Jokanaan. Jokanaan even refuses to look at Salome and says ”I will not look at thee, thou art accursed, Salome, thou art accursed” (14). Christopher Nassaar and Helen Tookey both argue that if Jokanaan had looked at her, he would have fallen in love with her because according to Nassaar “[Jokanaan] would have seen the perfect embodiment of his soul” (94). They argue that the only way not to fall for Salome is by not looking at her as Jokanaan does. Furthermore, Tookey argues that Jokanaan knows how dangerous it is to look at her and that he fears the consequences and, therefore, does not look at her. He feels the power of Salome’s glance and wishes not to look at her or be looked at by her out of fear of her power. In addition, Jokanaan senses the fatality in Salome’s gaze, which makes him the only man with this insight out of the three men discussed in this chapter. Moreover, this is the only encounter in which Salome is attracted to the man and not the other way around. According to Tookey: “[s]he is [. . .] transgressive in that she is the initiator of the encounter; she approaches him sexually, reversing the patriarchal code. Nor is the language she uses to him equivocal: ‘Jokanaan, I am amorous of thy body . . . Let me touch thy body . . . Let me kiss thy mouth’” (26). Tookey explains that the roles are reversed because she approaches Jokanaan sexually, whereas before she labelled herself a virgin. In this encounter, Salome reverses the roles of object and subject. Jokanaan is the object and Salome becomes the subject for the first time in the play. She gazes at men too, thereby turning around the customary gender roles. Being the subject makes her as dangerous as when she was an object, since her gazing at Jokanaan also brings fatality. Tookey argues that when the roles are reversed, Salome tries to escape from being the object herself. She goes out onto the terrace to avoid the gaze of Herod when she hears Jokananaan’s voice and wants to see the prophet. Tookey comes back to the violating nature of the circumstances by saying that 
the situation is also transgressive in a specifically visual way: we have already been told that Herod has forbidden anyone to see Jokanaan (p. 324). Yet Salome´ insists that he is brought out of the cistern so that she can look at him. It is also through her power as one who looks that she brings this about: she persuades the young Syrian to have the prophet brought out by promising [to look at him the next day]. (31)
By using her powers over other men, Salome reaches her goal and finally sees Jokanaan. The fatality of her look becomes clear when she has Jokanaan killed out of revenge because he will not look at her or kiss her. Nassaar argues “After she is rejected, Salome’s hatred of Iokanaan explodes, but she soon puts it aside and approaches the prophet a second time” (90). He continues to say that “[a]fter Iokanaan’s second rejection of her, Salome realizes that if she wishes to possess and control the prophet, she will have to kill him” (91). Salome is not used to being rejected by men because all other men seem to fall in love with her the moment they look at her. When she realises that Jokanaan will never obey her, she becomes frustrated and sees only one way to have full control over him. After she has Jokanaan killed, she finally has the power to do with him whatever she wants to. 
	Herod and the young Syrian have shown that looking at Salome and being in love with her lead to fatalities. However, Jokanaan, who refuses to look at her, shows that even if one refuses to look at Salome she still is a fatal woman because she has fallen in love with him. After Jokanaan has rejected Salome, she only sees one way to get what she wants, which is to kill Jokanaan so she can fully possess him. Therefore, also to Jokanaan, Salome is a femme fatale.

1.1.4 Salome
Salome is first introduced in the play when she tries to escape the gaze of her mother’s husband Herod. She is not comfortable with his staring and explains this as she walks out onto the terrace: ”I will not stay. I cannot stay. Why does the Tetrarch look at me all the while with his mole´s eyes under his shaking eyelids? It is strange that the husband of my mother looks at me like that. I know not what it means. Of a truth I know it too well” (5). She does not like the Tetrarch staring at her but she does realise what this means. She realises that she has control over the Tetrarch, which she later demonstrates when she makes him swear that he will give her anything she wants in return for a dance. She uses her dominance over Herod to get the man she wants. By playing with his feelings she reaches her own goal.
	Herod is not the only man with whom Salome plays. She also uses her power over the young Syrian to get what she wants. By promising the Syrian that she will look at him tomorrow she gets him to bring Jokanaan to her. It is never completely clear whether she likes or dislikes the Syrian’s attention but she does not give him much of it until she can persuade him to do something for her.
	The prophet Jokanaan is the only man she is truly interested in. Christopher Nassaar argues that Salome is attracted to Jokanaan because she identifies him with the moon. “Salome claims him for her own, since she and the moon at the beginning of the play form a union that is never dissolved” (84). He argues that Salome is attracted to Jokanaan because they are similar in this respect. He continues to say that she is attracted to him because of his resemblance to darkness: Jokanaan lives in a tomb and she associates him with the colour black, which is the colour of death. Moreover, the moon stands for purity, virginity and coldness. Both Salome and Jokanaan share these traits, which is why Salome falls for him. She sees a resemblance between her and Jokanaan because they both reject passion. When she falls in love with Jokanaan, she loses control over her desires. Salome cannot accept the fact that Jokanaan is not interested in her, since she is not used to being rejected by men and because of his rejection she has him killed.
	In different ways, Salome is a femme fatale, not only to men but also to herself. Men who are in love with her will do anything to gain her attention, which in the case of the young Syrian leads to his death because he cannot stand seeing her with another man. She is fatal to Jokanaan because he rejects her and she cannot accept this. Therefore, she kills him so that she can have him all to herself. Finally, in the case of Herod her attraction becomes fatal to Salome herself. After Herod has seen her wicked side, he cannot stand looking at it and has her killed. Nassaar explains that this image of Salome is a representation of Decadence as “Salome [. . .] is presented as a symbol of human nature, entirely evil because entirely uninhibited and unmodified by any restrictions” (92). He argues that Wilde is the first person to see the human soul as completely evil and that it openly shows Satanism through the character of Salome. He continues by stating that Salome represents human nature, which “is made clear in the play, for Wilde offers no alternative to her except repression, no final escape from her except death” (93). Salome crosses the line between pleasure and evil by creating so many fatalities. Although she says that Jokanaan’s love redeems her, she does not think twice about having Jokanaan killed for her own pleasure. Moreover, when the young Syrian commits suicide she does not respond at all. She only lives for her own pleasure at the expense of others and in the end also herself.

1.1.5 In Short





The original story of Salome derives from the New Testament. The story of Salome is told in Mark 6:17-29 and Matthew 14:3-11, although her name is never mentioned. The bible tells us that Herod has John the Baptist captured for his wife Herodias because John tells Herod that he cannot have Herodias as his wife because she was married to Herod’s brother. Herod does not dare to kill John because he thinks John has risen from the dead and he believes John to be a prophet. However, Herod promises Salome that she can ask for anything she wants if she dances for him. After Salome has danced for Herod, her mother urges her to ask for the head of John and Salome obliges. Herod kills John because he has made a promise to Salome. Not only is Salome’s name not mentioned, she is also given very little personality. In the bible, she is depicted as a tool of her mother’s, who obliges her mother by asking for John the Baptist to be killed. 
	In his play Salome, Oscar Wilde has created his own vision of the story of Salome. He gives her a motivation and shows that her character develops before she decides to have John killed. Wilde uses several tools, such as symbolism, to depict Salome’s growth. Also her relationship to John the Baptist, or Jokanaan as he is called in Wilde’s play, is of importance to the decisions Salome makes. With his version of Salome, Wilde shows that ugliness and beauty are intimately linked to each other and that the line between the two can easily be crossed. The relationship between Salome and Jokanaan illustrates how a person can go from beautiful to ugly very easily which is another indication that Wilde’s play belongs to the Decadent movement. It is Decadent because the relationship between Jokanaan and Salome shows that the line between good and evil is very thin and that darkness can be triggered in every character even in an innocent character like Salome.

1.2.1 The Development of Salome
By giving Salome her own personality, Oscar Wilde shows that the line between good and bad can very easily be crossed. In the Bible, the character of Salome is portrayed very differently from Oscar Wilde’s version of Salome. She is depicted as a beautiful woman who has to dance for her stepfather and afterwards asks for the head of John the Baptist because her mother urges her to. She is portrayed as a woman with little personality; she is merely a tool of her mother’s. Wilde, in his play, gives her character far more depth and development. Throughout the play the portrayal of Salome changes. At first, she is described as a beautiful and chaste woman but this image gradually changes. The image of Salome is given through the eyes of other characters in the play. In the beginning, it is the Syrian who tells his version of how he sees Salome. He describes her as “beautiful” and “a little princess who wears a yellow veil, and whose feet are of silver. She is like a princess who has little white doves for feet” (1). The objects the young Syrian projects onto Salome are all objects that represent innocence and beauty. The colours white and silver are usually associated with innocence and value, they are seen as positive colours and are not associated with negative concepts. The description of Salome’s “doves for feet” also summons a beautiful and pure image. Doves are normally an image of peace or a reference to the Holy Spirit. In this case the doves probably do not refer to these subjects but they do intend something similar, something good in contrast with the image given of Salome further on. Heather Marcovitch argues that “Salome is trapped in her persona—an aestheticized image of herself that she projects to the public—as an object of desire” (1). She continues: “Thus Salome is set up from the beginning as being a woman whose persona is a figure of iconic beauty and an object of sexual desire” (6). We first see Salome as a beautiful and pure woman because this is the image created by the other characters. She is also only depicted through the descriptions other characters give of her. The audience solely hears about Salome and only after a while do we see her for the first time. When she enters the stage, she starts telling about herself and the image the audience has of her gradually changes. 
As the play develops we see a side of Salome that is less attractive; the image that is being portrayed shifts from beauty to ugliness. She is portrayed as a less pure and a wicked woman. After two men have died on Salome’s account, Herod describes her as a “monstrous” woman. He says “She is monstrous, thy daughter, I tell thee she is monstrous” (36). Here, Herod finally sees what Salome is capable of. He sees that she is no longer innocent and pure but that she has defiled herself by having Jokanaan killed for her pleasure. Salome’s development takes place very rapidly and is therefore not very realistic, but has a more symbolic meaning. Her development shows that she is not one-sided as is implied in the Bible; Wilde offers a different perception of her personal desires and experiences and gives her a personality. 
By using symbols, Oscar Wilde shows the change in Salome’s personality. Helen Tookey argues that Salome can be identified with the moon (7) and that Wilde used the moon as a symbol for Salome. When looking at the descriptions of the moon throughout the play from this angle, we can see that it first starts with a description by the Page of Herodias who says the moon looks like “a woman rising from a tomb. She is like a dead woman” (1). This is a foreshadowing image of Salome, as she will die in the end. The comparison between the moon and a dead woman returns a few times more but it alters as Herod describes the moon as “a mad woman who is seeking everywhere for lovers. She is naked too. She is quite naked. The clouds are seeking to clothe her nakedness, but she will not let them. She shows herself naked in the sky. She reels through the clouds like a drunken woman . . . .I am sure she is looking for lovers” (14-5). Herod’s description of the moon forecasts Salome’s search for a lover. Salome’s quest to have Jokanaan to herself is like the quest of a mad woman, as she will do anything to have him. Further on, Herod gives another description of the moon; he says that the moon “has become red. She has become red as blood” (28). This is yet again a prediction of what is about to happen because it predicts the death of Jokanaan. The blood red moon forecasts the blood spilled when Jokanaan is beheaded. The colour red also stands for passion and Salome’s obsession with Jokanaan. The colour has two sides; it can be seen as a beautiful colour which stands for passion but it can also be identified with blood and death. Moreover, at the end of the play, Herod cries “Hide the moon” (36), which happens right before Salome says that she has kissed Jokanaan on his mouth after which Herod has her killed. The moon has to be hidden, as Salome has to be killed. Also, when the moon is hidden, there is no more light so the characters cannot see each other anymore. Herod’s desire for Salome has gone too far and he has seen her wicked side, which is far more than he wished to see. He realises that he has seen a side of Salome that is not attractive at all and this taints his image of her. After he has seen this he wants Salome to be hidden so he can no longer see her. The comparison between Salome and the moon is finalised here because as Salome’s life ends, the moon disappears too. The moon can be seen as a symbol for Salome’s innocence, which slowly fades away. Marcovitch argues that “the image [Salome] projects shifts according to the desires of those who encounter her.” (7) Salome adjusts herself to the men she encounters. For example, she uses the young Syrian to get what she wants but the things she offers the Syrian are quite innocent because she only promises him that she might look at him. Furthermore, she promises Herod much more to get Jokanaan. Dancing for him is much more sexual than only looking at someone from a distance. Helen Tookey argues on this topic: “It is not purely aesthetic admiration that Salome elicits, though, but sexual desire” (2). She continues to say that “Salome is not too innocent to recognise lust; and any innocence she does possess at the beginning of the play is lost through her encounter with Jokanaan; for not only does Salome inspire sexual desire, she also embodies it” (2). Salome loses her innocence after she has seen Jokanaan for the first time. The descriptions given of her represent her loss of innocence. With the loss of her innocence she slowly loses her purity. The loss of her naivety equals the exploration of her passion. Moreover, she begins to have sexual feelings for the first time in her life, which brings out her worst side and leads to the death of Jokanaan.  

1.2.2 Jokanaan Through the Eyes of Salome
The character of Jokanaan is mainly shown through the eyes of Salome because this demonstrates how Salome slowly changes from being beautiful and pure to being a wicked woman. The other characters seem to be afraid of Jokanaan but Salome sees his beauty. However, this image shifts to frustration as he turns her down. After the young Syrian has brought out Jokanaan, Salome tells him that she “is amorous of his body” (11); yet after he rejects her by telling her not to speak to him, she tells him that his “body is hideous. It is like the body of a leper. It is like a plastered wall where vipers have crawled; like a plastered wall where the scorpions have made their nest” (11). She continues to say “It is horrible, thy body is horrible. It is thy hair that I am enamoured of”. In this situation, the same thing happens as with his body, she tells him that she thinks his hair is horrible. Every time Jokanaan rejects her, Salome tries to seduce him with something else. When this fails she decides to get what she wants through Herod because she is still attracted to Jokanaan but she cannot cope with his rejection of her. She seduces him so he will give her Jokanaan’s head. After the beheading of Jokanaan, her vision of him shifts back when she says to his head that he was beautiful: “thy body was a column of ivory set upon feet of silver. It was a garden full of doves and lilies of silver, there was nothing in the world so white as thy body. There was nothing so red as thy mouth. Thy voice was a censer that scattered strange perfumes, and when I looked on thee I heard a strange music” (35). She tells him that he was beautiful before he was killed and she describes him as innocent. Salome has lost her innocence because of him; before she saw him she was pure like him. He would probably have lost his innocence too if he had looked upon her because they are equal. 
	The same colours that were used to describe the various stages of the moon come back in Salome’s description of Jokanaan’s body, and again, they are seen as ambiguous, sometimes as signs of beauty, sometimes of ugliness. His skin is white, his lips are red and his hair is black. These are the same colours the moon has throughout the play. Jokanaan’s body is white probably because he has been locked away for some time and he has not seen the sun. His skin looks unhealthy because he has been imprisoned, so his body can also be seen as ugly. The same goes for his red lips, which can also be seen as a signifier for future events. The colour red signifies Jokanaan’s own blood that will be spilled in the near future. Moreover, Salome sees the blackness of his hair as something beautiful but it can also stand for ugliness as it also signifies death. Furthermore, there are two sides to Jokanaan’s beauty because it is very closely connected with ugliness. Wilde portrays the two sides of both Jokanaan and Salome and shows that beauty and ugliness are closely connected.

1.2.3 In Short
By giving Salome a personality of her own, Oscar Wilde has created a story that shows that ugliness and beauty are very closely connected. Through Salome’s development he depicts what Salome’s motivations are for having Jokanaan killed. By using symbols, Wilde illustrates how the relationship with Jokanaan changes Salome from a pure woman to someone who is responsible for murder. Their relationship can be seen as a sign of Decadence because Salome is portrayed as an innocent and beautiful character at the start but very easily crosses the line between good and evil. If the play had belonged to the Aesthetic movement it would have only showed Salome’s beautiful side.


2.1. The Homme Fatale in The Picture of Dorian Gray

The first version of The Picture of Dorian Gray was published in 1890 in Lippincott’s Monthly. This version differs from the novel version that was published a year later because the story was first published as a short story. For the novel a number of characters were added because in the first version there were only 6 characters. Wilde added more characters to the novel and also gave the existing characters more depth and personality. 
	Dorian Gray’s character, like Salome, can be seen as a very attractive but dangerous person. The description of Mario Praz in his study The Romantic Agony of the fatal woman can also be applied to Dorian Gray but then as a male version. This chapter will analyse the fatal attraction of Dorian Gray which will show if The Picture of Dorian Gray can be seen as a Decadent novel. An Aesthetic novel would solely portray a beautiful character but a Decadent novel would also show a character’s the bad side.

2.1.1 Dorian Gray
Dorian is described by all of the other characters in the novel as an attractive man. His attractiveness makes him irresistible to others because everybody falls for his charms. The  aspects of Dorian that the other characters find attractive about him are his physical beauty and his everlasting youth. Lord Henry, in the beginning, is also fascinated by Dorian’s innocence and his modesty about his own appearance. Dorian is still a naïve boy who can be shaped to Lord Henry’s ideas. After a couple of years, Dorian has taken over much of Lord Henry’s philosophies on life and Lord Henry has also taught him about science and arts. This knowledge and sophistication is also attractive to people, especially to the young men who are now being taught by Dorian. Something people find attractive about Dorian too is his mysterious background. The narrator does not reveal much about Dorian’s background. The only thing that is told about his family is what Lord Henry hears from his uncle, which is a very romantic and tragic story. Dorian’s mother ran away with a poor man with whom she was madly in love, which was a scandal because Dorian’s mother was from a wealthy family. Together they had Dorian and only a few months after their marriage, Dorian’s father died in a battle. This information is never confirmed or shared with other characters in the novel and therefore stays a mystery and it contributes to Lord Henry’s feelings for Dorian. 
	Dorian seems to be attractive to both men and women but mainly to men. Most characters described in the novel are men and except for Sybil Vane there only seem to be two or three other women who fall for Dorian. It is remarkable that the novel mainly focuses on male characters. It is described that Dorian goes to a society where only men go to which is where he attracts many of the men who fall for his beauty.
Dorian’s beauty also leads to his own downfall. After Lord Henry has shown him how beautiful he is he gets too involved with his own beauty. He slowly becomes a person who is only interested in his own character and the way other people see him. Dorian is constantly working on his own appearance and theories on life. In the end his own vanity leads to his own death because he wants to cleanse his conscience. He thinks that by doing some good deeds his portrait will turn to beauty again. However, this does not happen because his reasons are very selfish. He only wants to do good things to change the portrait. After he realises the picture will not change anymore he decides to destroy the picture because it eats at his conscience. When he tries to destroy the picture he is killed himself and the picture returns to its original state. This shows that his own beauty has been fatal to himself as well. 
Furthermore, the image of Dorian’s beautiful face compared to Dorian’s hideous face in the portrait is also a variant of Romantic agony and thus of the Decadent movement. The face in the painting records all the bad deeds Dorian has committed which is a cutting contrast with the beautiful face the other characters see. 
2.1.2 Sybil Vane
The character of Sybil Vane is one of the first to be attracted to Dorian Gray’s charms. Dorian first sees her when he visits the theatre in which she acts every night. The second time Dorian visits the theatre, he goes backstage to meet Sybil. We do not know anything about Sybil’s feelings for Dorian – this happens only after Dorian has asked Sybil to marry him – but there are indications that Sybil is immediately attracted to Dorian’s beauty. After Dorian has asked Sybil, she tells her mother and brother that she could not be happier. She reassures them that she will love Dorian all her life and that she is sure that he will feel the same about her. She tells them that she is proud to be with Dorian and she says: “I love him because he is like what Love himself should be” (60). She continues by saying that Dorian is the most wonderful person in the world. She tells her brother that “to see him is to worship him, to know him is to trust him” (66). Sybil’s brother, James, notices a change in his sister because she is suddenly very upbeat and happy. James notices that she is mad about Dorian for she cannot stop talking about him and her feelings for him. The novel describes that “her love was trembling in laughter on her lips” (64). Moreover, the last time Dorian visits the theatre, which is the first time after their engagement, the book describes the way Sybil looks at Dorian: “When he entered, she looked at him, and an expression of infinite joy came over her” (83). She is described as someone who is completely in love with Dorian, a feeling that has taken over her life. The novel does not really show a different side of Sybil because she is only introduced after she has met Dorian. Therefore, we do not get to see a different side of Sybil than the Sybil who is madly in love. In every description of Sybil, her love for Dorian is displayed. For example, “‘Dorian,’ she answered, lingering over his name with long-drawn music in her voice, as though it were sweeter than honey to the red petals of her mouth” (83). This scene is an example of the descriptions of Sybil. She is only described for her love for Dorian because it controls her life. Peter Raby argues “Wilde is, conceivably, presenting Sybil’s version of the romance as a fairy-tale – ‘Prince Charming rules life for us now’ – and hence a counterpart to Dorian’s equally transitory enchantment with the actress as Shakespearean heroine” (74). Raby continues by stating that Sybil leads a poor and futureless life up until she meets Dorian. To her he is like a fairy tale because he is a way out of her life without many opportunities. She calls Dorian Prince Charming and is not interested in his real name because she is infatuated with love and is not able to think clear anymore.  She used to be a very good actress but this night she plays poorly. She later on explains to Dorian that “You had made me understand what love really is. My love! My love! Prince Charming! Prince of life! I have grown sick of shadows, you are more to me than all art can ever be. What have I to do with the puppets of play?” (84) She now knows what real love feels like and does not want to act anymore because it all seems fake to her now. Dorian is interested in her because of the intense and very different emotions she shows on different nights but perhaps the same could be said about Sybil.
Dorian’s fatality to Sybil Vane shows after she has acted very poorly on the night Dorian comes to visit the theatre with Lord Henry and Basil. He brings his friends because he wants them to meet his fiancée. However, this time Sybil does not act the way she did before. Dorian is shocked by this because he discovers that he is not interested at all in Sybil after she has acted this poorly. He was only interested in her when she showed him different intense emotions every other night. Dorian breaks up with her because she just looks like a plain, ordinary woman to him now. Sybil cannot live without Dorian and she dies the same night, probably commiting suicide. Therefore, Dorian is a fatal man to Sybil. She immediately falls in love with him for his beauty and the new prospects he brings to her life and after he has left her she feels that she cannot live without him. Dorian is the reason she ends her life and without him she would have kept on living the same life she had lived.
In terms of fatalness, the connection between Dorian and the Vane Family even kills James Vane in the end. James Vane dies when he wants to kill Dorian on his property in the countryside. James has sworn to kill Dorian if he ever hurt his sister. After Sybil has died, it becomes James’ goal in life to kill Dorian. After he has finally found out who Dorian really is – he first only knows that some people used to call him Prince Charming – he tries to hunt him down. After he has arrived on Dorian’s property, he is accidentally killed when some of Dorian’s acquaintances go out hunting. James is shot because he stands too close to an animal that is shot. James’ attraction to Dorian was solely based on getting revenge for what happened to his sister. This attraction to Dorian turns also out to be fatal as James too is killed.

2.1.3 Alan Campbell and Adrian Singleton
Dorian Gray is also fatal to a group of young men. After Dorian has got older, he has learned many ideas about life from Lord Henry. He uses these ideas at the dinner parties he organises at his own house and at a society he goes to. There are many young men at these happenings who are attracted to Dorian’s beauty and his philosophy on life. Basil Hallward once confronts Dorian with the fact that most of these men have strayed from their paths and ended up in worse shape than they were in before they met Dorian.
One of these men who is attracted to Dorian is Alan Campbell, whom we first meet after Dorian has killed Basil. Dorian calls on Alan to dispose of Basil’s body. Dorian and Alan used to be friends but now Alan ignores Dorian whenever they meet. The novel does not tell what happened exactly but there is something which Dorian could use to blackmail Alan if he does not want to cooperate. At first, Alan was attracted to Dorian for his beauty and knowledge of culture: “it was music that had first brought [Alan] and Dorian Gray together – music and that indefinable attraction that Dorian seemed to be able to exercise whenever he wished, and indeed exercised often without being conscious of it” (158-9). Alan is very interested in science and music and Dorian stirs his interest in poetry and the arts with his attraction. 
Dorian leads Alan to his downfall when he calls on Alan. Alan decides to help Dorian because he does not want his secret to be told. When he leaves Dorian’s house he tells Dorian that he never wants to see him again. Although Dorian is not literally fatal to Alan, he does have the key to ruin his life and thereby murdering Alan’s social life. Dorian knows a great secret that can ruin Alan’s life and he uses this secret to create an even bigger secret, doing away with Basil’s body. Therefore, Dorian is a fatal attraction to Alan. He was once attracted to Dorian’s beauty and intelligence and is now being punished by having to live with two dark secrets.
	Another young man who falls victim to Dorian Gray’s fatal attraction is Adrian Singleton. Adrian is first introduced in the novel when Dorian visits an opium den. Adrian seems to be addicted to opium and does not want to do anything else than use it. Adrian is probably one of the men whom Dorian corrupted with his philosophy on life and becomes an addict who does not want to do anything else than to use opium:
’You here, Adrian?’ muttered Dorian. ‘Where else should I be?’ he answered listlessly. ‘None of the chaps will speak to me now.’ ‘I thought you had left England.’ ‘Darlington is not going to do anything. My brother paid the bill at last. George doesn’t speak to me either…I don’t care,’ he added, with a sigh. ‘As long as one has this stuff, one doesn’t want friends. I think I have had too many friends.’ (179)
Dorian is not comfortable with Adrian around him and desperately leaves as fast as he can. Although there are bigger things troubling his mind, his conscience does seem to bother him when he sees Adrian. He now sees that Adrian has ended up very poorly and he himself is responsible for it. The fatal attraction for Adrian has meant that he has lost his friends and his social life and that he probably will lose either his life or all of his money on the opium he is using.

2.1.4 Basil Hallward
Basil Hallward is the first character in the novel to introduce Dorian Gray. When he first describes Dorian to Lord Henry, he tells him how beautiful and attractive Dorian is. Moreover, Basil is also the first to talk about the fatality in this kind of beauty, which is also fatality to oneself:
There is a fatality about all physical and intellectual distinction, the sort of fatality that seems to dog through history the faltering steps of kings. It is better not to be different from one’s fellows. The ugly and the stupid have the best of it in this world. They can sit at their ease and gape at the play. If they know nothing of victory, they are at least spared the knowledge of defeat. They live as we all should live, undisturbed, indifferent, and without disquiet. They neither bring ruin upon others, nor ever receive it from alien hands. Your rank and wealth, Harry; my brains, such as they are – my art, whatever it may be worth; Dorian Gray’s good looks – we shall all suffer for what the gods have given us, suffer terribly. (7)
Basil sees the dangers in Dorian’s beauty but he does not yet realise how this will develop. He does see that one’s own beauty or talent can be dangerous to a person, only he does not know what the consequences for Dorian will be. He is wary of introducing Dorian to Lord Henry because he knows that Lord Henry’s ideas may spoil Dorian’s pure mind. Dorian’s pure, innocent mind is one of the aspects Basil finds attractive about Dorian. Dorian’s physical beauty and his youth are also attractive to Basil. Basil sees in him his muse to refine his art. As Dorian’s soul gets more corrupted by Lord Henry’s ideas and philosophies, Basil is increasingly distanced from Dorian.
	Dorian’s fatality to Basil himself only becomes apparent to Basil the moment he sees his portrait after several years. When he sees the portrait he does not recognise it as his own due to the changes in the face on the painting. “Yes it was Dorian himself. But who had done it? He seemed to recognize his own brush-work, and the frame was his own design. The idea was monstrous, yet he felt afraid. He seized the lighted candle, and held it to the picture. In the left-hand corner was his own name, traced in long letters of bright vermilion” (149). This is the first time Basil realises the enormous impact Lord Henry has had on Dorian. Up until that point Basil has always refused to see the impact of Lord Henry’s influence. Now that Basil has seen Dorian’s true nature, Dorian decides that he cannot let Basil live. Dorian kills Basil by stabbing him with a knife. In the end, Dorian is also fatal to Basil because Basil has finally seen Dorian’s true nature. Basil has been attracted to Dorian for many years and has therefore been too blinded to see Dorian’s true nature which has now led to his own death.

2.1.5 In Short
All the characters who fall victim to Dorian Gray are mainly attracted to his beauty, youth, his knowledge of different subjects and the theories on life which he has taken over from Lord Henry. The things that attract the other characters to Dorian also lead to their downfall. Either his theories on life seem to corrupt them or Dorian’s rejection of them causes them to fall from the lives they used to know. In the end, Dorian’s beauty is also fatal to himself. The fatality to Dorian’s beauty is an aspect of Decadence because Wilde shows the duality of Dorian’s beauty. His attractive appearance can be seen as a positive and a negative feature.


2.2. The Relationship between Dorian Gray and Lord Henry

Before Dorian Gray meets Lord Henry he is an innocent person but his character changes through the ideas of Lord Henry. When Dorian first meets Lord Henry he seems to be a naïve boy who does not understand the power of his own beauty and youth. Lord Henry shares some of his ideas on youth and beauty with Dorian after they meet at Basil’s house. Rodney Shewan argues that “Lord Henry’s seductive picture of the fruits awaiting youth and beauty is the immediate cause of Dorian’s looking at his own likeness with new eyes. As a result of what he hears and sees, he wishes for a division between art and nature so extreme and so unnatural that this inevitably causes the total disintegration of personality.” (120-1) Shewan explains that Lord Henry’s speech is the start of the corruption of Dorian’s soul. From the moment they meet up until Dorian’s death, Lord Henry keeps poisoning Dorian’s mind with his theories and philosophies. This chapter will analyse Lord Henry’s decadent theories, the effect they have on Dorian Gray and the development of the corruption of his character. Lord Henry’s control over Dorian makes Lord Henry a male variant of the femme fatale too. Like Dorian, Lord Henry is very attractive to other characters for his decadent lifestyle and his knowledge of the arts. He may not be as handsome as Dorian but he certainly attracts the same kind of attention from other characters for the interesting stories and philosophies he has to tell. His wit and his urbanity also make him an interesting man to others. At parties, Lord Henry usually is the centre of attention because people want to listen to his experiences and his ideas on life. As the novel describes, Lord Henry is quite a funny man who makes people at parties laugh. However, he does not only make them laugh, he also makes them think about life and the arts by spreading his own ideas on subjects such as social classes and relationships. 
	The relationship between Dorian and Lord Henry, like the relationship between Jokanaan and Salome, is a feature that fits in with the Decadent movement because it shows how easily people can be triggered to act evil.

2.2.1 Lord Henry’s Ideas
Lord Henry ideas have an enormous impact on Dorian’s life. Immediately after they have met, Lord Henry starts to share his views on life with Dorian. He mainly focuses on the beautiful things in life and does not care for the suffering of other people. He tells Dorian that he “can sympathize with everything except suffering . . . It is too ugly, too horrible, too distressing. There is something terribly morbid in the modern sympathy with pain. One should sympathize with the colour, the beauty, the joy of life. The less said about life’s sores the better.“ (41) Lord Henry does not care either for other people’s distress or for the lower classes. He is a Lord who does not make himself useful because he does not feel he has to make himself useful. He likes to do leisurely activities, like going to parties and sharing his views with other people. He tells Dorian several times that there is no use in contemplating the negative aspects of life and that Dorian should enjoy his beauty because that is what beauty is for. Lord Henry feels that it is a shame that youth and beauty fade away and that everybody will grow ugly eventually. This is the main idea which Dorian takes over from Lord Henry. Lord Henry is even more attracted to and stays interested in Dorian because his youth and beauty never fade. Furthermore, Dorian can be seen as the realisation of Lord Henry’s ideal.

2.2.2 The Fatal Man Reversed 
In chapter three, Dorian Gray’s fatal attraction was analysed and like Dorian Gray, Lord Henry is also a fatal man. The only character to whom Dorian is not fatal is Lord Henry. In this relationship the roles seem to be reversed. Unlike the other characters, Lord Henry does not die or lose his social status. He is, like the other characters, attracted to Dorian but he does not let this attraction ruin his life. Moreover, Lord Henry is the one who ruins Dorian’s life because at the moment they meet each other Lord Henry decides that he wants to be an influence in Dorian’s life so that he can help Dorian maintain his youth and beauty. Rodney Shewan explains that it would be natural if Lord Henry would come to a horrible end too because he has dedicated his life to Dorian. Shewan argues that Lord Henry sees Dorian as some sort of art project in which he has invested his entire life, which he loses the moment Dorian dies. He goes on by stating:
[T]he fact remains that, however bleakly Lord Henry’s future may stretch without his best friend and his uncompanionable wife, he, at least, survives – whereas the crusading egotist dies once he recognises the whole of himself; the sleeping-beauty actress dies once kissed to life; and the artist makes a third who dies when his human ideal defaces his imaginative ideal. But the critic, his rival, never confronts or knows the horror of the portrait – ‘the real Dorian’ – and Wilde takes pains to make clear that Lord Henry thinks Dorian ‘perfect’ precisely because he has not changed. (129)
This shows that, although Lord Henry is as much attracted to Dorian as the other characters, he looks at Dorian from a different perspective. He has, in a way, created Dorian’s character by sharing his ideas on life with him and teaching him about the fine arts. Lord Henry does not see Dorian’s corrupt side because he is worse himself. Furthermore, Lord Henry does not act according to his own ideas but only talks about them. Instead, he lets Dorian experiment with his philosophies. By feeding Dorian with his philosophies he slowly kills Dorian.
	The attraction Henry has on Dorian is his outlook on life. He first introduces Dorian to vanity and arrogance regarding his own looks. When they first meet, it is as if Dorian truly realises the effects of his own beauty for the first time. 
Dorian Gray listened, open-eyed and wondering. The spray of lilac fell from his hand upon the gravel. A furry bee came and buzzed round it for a moment. Then it began to scramble all over the oval stellated globe of the tiny blossoms. He watched it with that strange interest in trivial things that we try to develop when things of high import make us afraid, or when some thought that terrifies us lays sudden siege to the brain and calls on us to yield. (25)
The first conversation Lord Henry and Dorian have is about youth and beauty, which stir some curious emotions within Dorian that he has never experienced. Lord Henry makes him think about aspects of his life which he has never considered before. Dorian becomes curious and wants to know more about Lord Henry’s ideas, which slowly poison him as he becomes more selfish and vain. It is as if Dorian becomes addicted to Lord Henry’s visions because they flatter his ego. Dorian is attracted to Lord Henry because of his philosophies and his experience as he is a couple of years older than Dorian. It is also interesting to see that the moment of their first meeting takes place in a garden. The whole scene strongly resembles the story of Adam and Eve. For example, the falling of the flower and the mentioning of words like “yield” show a connection with the Fall of men. The Fall of Adam and Eve was the beginning of worse times. The same is the case for Dorian, his life slowly changes for the worse as he is corrupted by Lord Henry after their first conversation.
	The fatality of Lord Henry towards Dorian is that his philosophies seem to slowly poison Dorian’s soul. One of the aspects that help Lord Henry support his philosophies is the yellow book. Lord Henry sends this book to Dorian right after he has killed Basil Hallward. As soon as he starts reading the book he is completely taken in with it. Through this book, Lord Henry has an extra tool to control Dorian’s mind. Dorian is not able to rid the ideas written down in the book from his mind, which poisons his mind even further. Due to Lord Henry’s influence, Dorian gradually changes into a corrupt character who only cares for himself. After Dorian comes to realise that his behaviour has destroyed many people’s lives he starts to have regrets. Basil’s portrait shows him what his soul truly looks like after all the people he has corrupted. In an attempt to clear his conscience he decides to change his behaviour. However, the changes he makes are still motivated by selfishness and therefore the portrait does not change. When he tries to destroy the portrait, he dies. Lord Henry is fatal to Dorian because Dorian loses his life after he finally realises how he has treated other people. Furthermore, he cannot live with the realisation of what he has done and struggles to clear his conscience. However, Lord Henry’s ideas have corrupted him too much to change his lifestyle and he dies.

2.2.3 In Short





Oscar Wilde’s novel The Picture of Dorian Gray and his play Salome both deal with very intense emotions. Dorian and Salome seek to experience various intense feelings and by doing this they both harm other people around them. Wilde explores the dark sides of the two characters by contrasting Salome and Dorian with the other characters around them. The relationships between them and the other characters show what they feel and how they think. Wilde pictures their beauty through the eyes of others, which also shows how the other characters are influenced by Salome and Dorian. 
In both works by Oscar Wilde there are examples of the fatal woman and fatal man. Salome and Dorian Gray can be seen as attractive but lethal characters. They have control over the other characters because of their beauty and youth. Both of them use this power to get what they want and they do it for their own pleasure. Moreover, this misuse of their power leads their downfall. Salome and Dorian Gray have in common that they both die in the end because of their selfish behaviour. The contrast is that Dorian, in the end, realises what he has done. His conscience starts to work against him and he decides to change his lifestyle. Salome does not see what her behaviour has led to and continues her behaviour until she is killed. Although Dorian also dies, he ponders on his own actions and he realises that he has hurt many people around him. Dorian does not have the time to repent because his realisation comes too late and he cannot go back anymore. 
Oscar Wilde explores Dorian Gray’s and Salome’s feelings by placing them close to another character. In Dorian’s case this is Lord Henry who has an enormous impact on his philosophies on life. Lord Henry uses Dorian as a puppet who he can make things do that he does not want or dare to do himself. By projecting his ideas on Dorian, Lord Henry can experience his theories in practice without having to really act them out himself.  Dorian starts to believe in the same theories as Lord Henry, which shows to be his downfall. Dorian’s feelings are also portrayed as he talks to Lord Henry about them.
Salome is placed next to the character of Jokanaan. After she has met Jokanaan for the first time, she realises she is experiencing feelings that she has never felt before. Salome is attracted to Jokanaan because he is very similar to her; he is also pure from any sins. The difference between Jokanaan and Salome is that Jokanaan realises that Salome is a threat to his purity. Salome is not aware of this and loses her pureness because she cannot stop her desire for Jokanaan. By using symbols like the colours red, white and black, Wilde shows that beauty and ugliness are closely connected. Salome transgresses this line by asking her stepfather Herod for Jokanaan’s head. Salome is responsible for murder and therefore loses her innocence. Moreover, she also loses her purity because her love for Jokanaan disrespects Jokanaan’s boundaries. He does not want to be touched by her because this might spark feelings he wants to keep repressed. 
By crossing the boundaries between good and evil, Oscar Wilde’s The Picture of Dorian Gray and Salome can be seen as belonging to the Decadent movement. Both characters cross the line of beauty by going too far with their passion. They chase after passions that cause other people great harm. Moreover, Salome seeks beauty in things, which cross the boundaries between beauty and ugliness. For example, Salome finds Jokanaan even more attractive after he was beheaded at her command. This clearly crosses the boundaries between good and evil. Furthermore, Dorian and Salome both find pleasure in aspects that are usually seen as ugly. Therefore, The Picture of Dorian Gray and Salome belong to the Decadent movement, as it also crosses the boundaries between beauty and ugliness. The two works by Wilde go further than the ideas belonging to the Aesthetic movement and do not just enjoy beauty. Wilde makes his characters experience the dark side too. Dorian and Salome even stay on the dark side longer than they do on the beautiful side. 
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